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By Simona Dvorakova 


‘Social practice is not only a set of tools to engage in the social sphere, but also a 
way in which people can rethink the future and ways in which people can redefine 
governability and also ways in which society should work.” 


Jean Luc Nancy 


Begging of The Coming Community 


I would like to add a few words to the title of The 
Coming Community. The title is inspired by the book 
written by Giorgio Agamben and is the name of the 
research project of the curatorial platform named ex 
situ that I co-created with Cassandre Langlois in 2018 
in Paris. We invited four artists to collaborate with 

us, for their affinities both in thought and in artistic 
practice: Flora Bouteille (FR), Michala Julinyova (SL), 
Rudolf Samohejl (CZ) anc stor Yudaev (RS). They 
come from different geographical regions but live in, 
or near, France. We wanted to know how to be together 
beyond the permanent distance that separates us, 
beyond simple work tasks, and how to share a temporal 
physical space as an exhibition space. The questi 
ofhow to create a collective exhibition has Uh 
become a central question, in the full implications 
of the word. Firstly, how to work together, as artists 
curators and other actors, secondly, how to work in 
the specific situation, context or place that one aims to 
inhabit, and finally, the motivation for the «why» as a 
sort of alibi of the art projet 

Our takeaway from Agamben’s vision of the coming 
community is one acting as a group brought together 
by a shared imagination of present and of possible 
future(s). In our case, it is about exhibition models, 

or exhibiting in general, which take the importance 

of the relationship between art and social action into 
account. It means valuing the ‘assembly’ process ¢ 
anew kind of urgency instead of representin; 
related to our understanding of the multiplicity of 
histories and the need for ‘decanonization’. 

In The Coming Community, Giorgio Agamben reflects 
on the problem of the state of contemporary politi 
and critiques its empty categories. For him, politics 
regress «the devastating experience that crushes and 
empties beliefs, ideologies and religions, identities 
and communities all over the world to give them their 
final and canceled form». In this context, he speaks 
about sovereignty of power, and the existing link 
between violence and the policy executed by law, much 
in the same way as Walter Benjamin speaks about 


= 


art 


colonization of life by law. Thus, for Agamben, The 
Coming Community is, in our conditions, an unfeasible 
concept. Indeed, his coming community is made up 

of individuals who are unaffected by the attributes 
given by their existence, such as nationality, religion 
or gender. The future ideal community is based on the 
encounters of individuals without attributes, who exist 
within a ‘non-place’ a kind of ‘non-state’ that is freed 
from power relations. However, this ‘non-state’ as a 
neutral and autonomous space is not achievable, yet it 
could be created by temporal gestures and in a mental 
sphere - in the world of visions and utopias possibly 
pace in which one can 

, <something that does 


apply this concept of ‘commoning® to the way we want 
to work, that is to say; to learn about the possibilities of 
emancipation of the dominant structures in particular 
in the art field, together. The Coming Community is a 
study on how we can learn from each other. 


Manifesta 13 in Marseille 


In 2019, we were accepted to be part of the official 
Manifesta 13 ‘Les Paralléles du Sud’ program in 
Marseille, France, together with Collectif Détente, 
Tadeo Kohan and Gabrielle Boder, as a mini-alliance 
between these two collectives. We wanted to face our 
different approaches and stakes within a common 
space. 


Nonetheless, we initially hesitated to participate, due to 
the character of the Manifesta as a questionable artistic 
event, teeming with the hypocrisy of a cosmopolitan 
vision that effectively reduces art to a commodity, 

and which quivered with the locals’ opposition in the 
context of global world. The label of a “capitalistic 
machine considering culture as entertainment”, 

or, to quote Okwui Enwezor who exp: d that 
“[biennales are the] result from the neoliberal market 
logic of ‘spectacular capitalism’, clearly reflecting a 


problem that the organizers of biennales should take 
in consideration and, accordingly, make a shift in their 
approach to. 


Further, our working conditions were problemati 
Manifesta does not provide us with any financial 
support or even an exhibition space, although we 
are a part of the official program. They only offered 
us visibility under this big brand that is their huge 
international venue. Thus, we are here as a totally 
self-managed and independent project, which in 
reality is completely and always ‘interdependent’ from 
financial support and other cultural policy related 

to the name under which it exists. We do depend, 
among others, on the place where we exhibit and all its 
constraints. We are without a physical space in a cit 
that we do not know, while also contesting the specific 
situation of the context of Marseille - where the locals 
actively oppose this immense international ‘capitalist 
machine’ that is the Manifesta — and such we have to 
confront it all while that we're claiming it. This leads 

to reflections such as: What is real? How can we be 
more multicultural and local at the same time? It raises 
the question about the autonomy of art autonomy, 
examining the boundaries between the institutional, 
the independent, or the clandestine: which art is more 
autonomous? The market one, the institutional one, or 
the one which is small, independent and critical? 


iC. 


Ayear has passed since our reflections on why we were 
doing this project under these conditions, on why we 
accepted it even though it does not suit all our work 
and that by the other artists and collaborators, not to 
speak of all the energy we put into it. Do we need this 
visibility and what does our ‘independence’ mean to 
us? The answer always brought us back to the question 
of legitimacy and survival in the art world related to 
the representation. Indeed, being in the Manifesta 
means the possibility of obtaining financial support 
from other sources - through our own resources and 
applied efforts in seeking money from various financial 
partnerships. Without il, our project cannol exist. In 
fact, Kuba Szreder, already wrote about the r 7 of 
the term ‘independent’ in his 2014 thesis “Politicizing 
‘independent’ curatorial practice under neoliberalism: 
critical responses to structural pressures of project 
development”, and is, of course, not the first nor the 
last to address this subject. Szreder points out that 
independent curator well as artists, are in fact 
culturally and economically dependent on the very 
apparatus they often criticize. This is quite true. 
Further, Szreder mentioned two main concepts: ‘the 
project-making apparatus’ and ‘radical opportunism. 
These concise and rather self-explanatory terms are 
particularly relevant in the context of cultural behavior 
before and during the pandemic. Interdependence 

is becoming more crucial than ever and the issue of 
opportunism is omnipresent in the possibilities of 
action as an inevitable part of interpretation, and could 
also be an integral feature of representation. Finally, 
and more than before, it questions the sense of acting: 


beyond, within or against - maybe a good way would be 
to do nothing? 


All of these reflections were shaking with personal 
statements and the acceptance of political realities 
existing in the artistic ‘non-state’ To rid ourselves 

of this dilemma and frustration, we decided to do 
something and to make Manifesta the pretext of our 
encounter. We started to think about how we can be 
part of it and at the same time keep our autonomy in 
our way of thinking, and thereby also creating a space 
for imagination of our ideal working model within it. 


Para ~ besides, towards, along or paradox. 


We invited Nora Sternfeld, the professor of HFBK 

in Hamburg, Germany, based on her activities as a 
philosopher and curator which have deeply inspired 
our own approaches. We were especially influenced 

by her model of the para-institution, related to the 
establishment of a non-representative public space, 
as it was developed with the freethought platform 

for research, education, and production for example 
for the 2016 ‘Bergen Assembly” triennial in Bergen, 
Norway. Intitled The Museum of Burning Questions, 
the project was situated in Bergen’s historic fire 
station, as a temporary alliance with the firemen. 
Initiated by Nora Sternfeld in collaboration with artist 
Isa Rosenberger, this space of encounters between 
the firemen, local public and art became the place for 
reflection and debate seeking to answer “the burning 
questions of today” within this symbolic place. The 
project successfully created the local connection 

and raised the question of what the site as a specific 
transitory model could mean, not only for its locality, 
but also for art objects, artists and artistic institutions. 
A year later, in 2017, Nora Sternfeld asked «Why Exhibit 
at All? An Answer from the Year 2030”. In this article, 
published in galqalah nr.3, Nora Sternfeld looks back 
at the years 2013-2023 as a curator, and develops a 
reflection about authoritarian struggle and changes 
starting in the Orban government in Ludwig Museum 
in Budapest, Hungary, and ending in the collapse of 
autonomous institutional structures in France in 2023. 
“Para” means besides, towards, along, or paradox. It 
deals with action within the institution and not against 
it. This model of artistic institution of the commons 
does not entail refusing the institution, nor being 
anti-institutional, but rather imagining a different 
vision of the structures and strategies of the current 
models. Finally, it offers us a solution and an answer 
to our question of being part of an artistic system, and 
thus we decided to study how to appropriate it in our 
context more in depth. 


This way of thinking is strictly relative to our vision of 
The Coming Community project. Instead of imagining 
a simple exhibition, we try to create an assembling 
space of individuals who seek to go beyond the system 
of representation by finding a new way of existing 


within the art world. A way of pushing its limits a bit 
and testing how trapped one could become. This vision 
begins by rethinking the tools we use for the projects, 
like in our collaboration with Station of Commons 
(Grégoire Rousseau, Juan Gomez) and Copie Machine 
of Belsunce Projects (Won Jin Choi, Basile Ghosn), 

the context we deal with, the different situations - 
through presence or by distance - such as those we 
experienced in Marseille or in Hamburg, and especially 
the real collaboration between us. There is a potential 
for collective action and possible crilicisin in all hese 
small gestures, which could affect the models anchored 
ina haste of neoliberal commodity system. Perhaps 
slowing down would be an important starting point. 


Atlast, time seems to be more of essence than empty 
gestures and concepts. This topic became the real 
moment, without precipitation as a temporality, which 
allows us to think of new beginnings. The Coming 
Community is thus seen as an everlasting learning 
process, in which the most important thing is what 

to get out of it. Especially today, when culture and art 
continue to prove its fragility and its dependency on 
the State and other financial supports more than ever, 
and when its profit-less existence looks more and 


more like pure su! . Itis possible that we first need 
to learn something we don’t yet know about our self- 
reliance and autonomy before taking an exhibition as 
an alibi. 


Art remains a unique space for imagining one, or 
more, new ‘non-state’ futures as a space for collecting 
and sharing free knowledge. 


Art cannot be imprisoned in objects merging with an 
abundance of admiration, fetish or contempl. Rather, it 
floats like multiple mental or subliminal shapes within 
a transitory space of possible anticipation. 


Like a flecting flow of thought. 


sommaire sommaire 


MANIFESTE 
COPIE MACHINE 


p.15 


Julia Stolba 


Basile Dinbergs 


MAYBE A GOOD WAY 
WOULD BE TO DO 
NOTHING? 


By Simona Dvorakova 


Pp. 3-5 p. 16-19 


sommaire sommaire 


Flora Bouteille, Bien Partis Pour L’inexistence, Prologue. 

Performance - Exposition Cabaret du Néant, 

FRAC ile-de-France, Septembre 2020. 2, 8- 1 
Photographie Marine Leleu. D. 

Flora Bouteille, hidden sister of Pandora’s box with pest 

control devices included. 


Sculpture en duo avec Victor Villafagne, 20XX. 
Photographie Marine Leleu. 
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Flora Bouteille, Powerful General Purpose Art, 1/3 : The 
Perverted. 
Performance - Les Subsistances, Lyon, Novembre 2019. 


Nastasia Meyrat 


hey wees gofroma’ 
Lees to ae 


ora Bouteille, Who’s in A? Where goes B? 
What's in C? 

Photographic Flora Boutcille et Design 
graphique Marine Leleu. 
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Flora Bouteille, Les Outils du Tour d’Art. 
Flora Bouteille, 

design graphique Marine Leleu. 
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ora Bouteille, Billets main-a-main pouvant 
contenir potentiellement... 
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Victor Villafagne, PPPSSS URANIUM SOURCE 
Crédit photographique Jérémy Saintout 


Victor Villafagne, Vertues Complotistes 
Crédit photographique Jérémy Saintout 
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MANIFESTE 


COPIE MACHINE 


Copie Machine est un dispositif 
destiné a produire, interroger, et 
mettre en circulation des documents 
sous une multitude de formes : 
tracts, affiches, livres, fanzines... 
Accueillant toutes les formes d’action 
par la photocopie, Copie Machine 
est une incitation a agir et nous 

faire agir. La photocopie a cette 
capacité de nous transformer < a 
la fois en auteur et en éditeur », 
comme le pressentait McLuhan dés 
1967, en pilleur, comme le suggérait, 
le slogan de 1992 « Danger : le 
photocopillage tue le livre » et fait 

de chacun de nous un agitateur 
politique en puissance. Projet a la fois 
contextuel et reproductible, Copie 
Machine s’adaptent une nouvelle 

fois afin de répondre au contexte du 
quartier marscillais de Belsunce, et 
transforme Belsunce Projects en Zone 
de Reprographic Temporaire (ZRT), 
ou chacun peut venir photocopier ses 
documents < a partir de 0,00 € TTC ». 
Basé sur les principes du copyleft, 

et accessible a tous, Copie Machine 
est pensé en dehors de l'économie 
attentionnelle et se propose de 
transformer le public en acteur et en 
usager, en s’emparant du dispositif 
et de l'ensemble de documents 

mis a disposition par les artistes 

et penseurs invité.e.s. Concu par 
Laura Morsch-Kihn et Antoine 
Lefebvre editions en collaboration 
avec l’équipe de recherche Edith 
(Esadhar Recherche) dans le quartier 
périphérique de la Grand’Mare a 
Rouen en 2017, Copie Machine a 


connu depuis plusieurs réactivations: 
au sein du FILAF a Perpignan en 
2018, a Printroom a Rotterdam et a 
La Tolerie de Clermont Ferrand en 
2019. L’édition suédoise qui devait se 
tenir en mai 2020 au sein de la Malmo 
Artists’ Book Biennale a été victime 
de l’épidémie d’annulation quia 
frappé le secteur culture. 

Pour cette nouvelle édition, a 
Vinvitation et en co-création avec 
Belsunce Projects, Copie Machine 
s’accompagne d’un forum libre et 
solidaire intitulé Les Vies mode 
d’emploi. Dans un esprit de 

partage des compétences et des 
connaissances, le forum propose 
des discussions, performances, 
résidences, ateliers, ainsi qu’une 
collection de modes 

d’emploi, dans le but d’inventorier 
des outils de vie et de survie dans le 
contexte de crises li¢es au COVID 19. 
Pendant la durée du projet, 

en plus d’offrir un service de 
reprographie gratuit au sein du 
quartier de Belsunce 4 la maniére 
d’un magasin de proximité, Copie 
Machine proposera des rencontres, 
performances, résidences, 

ateliers, ainsi qu’une collection de 
mode d’emplois proposés par les 
contributeurs, artistes et visiteurs. 
Prenant appui sur la pratique de la 
micro-édition dont le projet Copie 
Machine est l’un des porte-paroles 
nous explorerons nos micromondes 
présents dans le paysage immédiat 
de Belsunce Projects pour initier une 
réflexion plus large. 
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Un espace blanc 
Jedans se passe 
Un temps donné 
Une boite mauvaise 
Qui contient mal 

Et mal fermé 

Fait mine de rien 
Amas de plomb 
Bout de barbelés 

et le temps passe 
et Les hommes naissent 
Et les temps changent 
.e malheur eux 

Is Pont connu 

ila changé 

Mais c’est le méme 
.e méme qui ronge 
.e mal viendra 

Se lover dedans 

Je parle de la boite 
Pas de nos vie 

ni du futur 

Ou d’un complot 


AVintérieur 

Les bords sans bords 
mais Tenus sans tension 
Sont fendus a la base 
Reposent cote a cote 
Sans se toucher 


Comme par une force tenue 


des Fondations tapies 


dans les profondeurs des a 


desGestuelles et languages secretes 
De rigueur, Langues étroites 
sila cloche tinte c’est qu’elle ne sonne pas 


De toutes les directions 
hurlent les meutes vides 


Du Communs pour des privilégiés 
Des cercles fermés pour les autres. 
Sans directions, j'ai la soudaine impression 


de faire des boucles 


Lartiste armé 
Par son travail 


Repose face contre idéaux 


Les forces de l’ordre 


Sontles farces de histoire 


Face contre arme 
A bras le corps 


Lartiste cherche en vain la forme 
Qui mettra tout le monde d’accord 
Lart en vrai s’*impose comme un ouragan 


Victor Villafagne 
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CLOSING SPACE, 
OPENING NEW ONES - 
NEW EDITION 2021 


By Gregoire Rousseau 


The governance of those soi 's in which the current 
neoliberal mode of production prevails, presents itself 
as an immense accumulation of data. The text refers to 
digital data; the packets of binary information made of 
abstract “o” and “1”, stored as electrical signals in the 
hard disk of personal computers, mobile devices, email 
servers, cloud centers and any connected devices. 


Centralized machines control, store and process the 
immense flow of data by algorithmic means. This ever- 
growing abstract data set transforms into a concrete 
commodity. The uniqueness of data set as commodity 
resides in the non-linearity of its value in relation to 
its own quantity. If we take gold, as the symbol of the 

e value being an exchange value, a thousand pieces 
of one gram will be worth the same value as 1kg. The 
more the data are accumulated, the more the data are 
valuable. A quantum of data set does not possess any 
usage value as such. 


This approach to digital data may produce a new 
category of the Post digital condition. The classical 
economy requires a relative equality in terms of human 
work to enable an exchange between commodities. 
Expunged of human work, the time of algorithmic 
work for huge digital data set crystallizes into 
commodity. Such immense data sets need immens 
resources to be proc od. The value is extracted by 
the power of the infrastructure, itself transforming 
then into an infrastructure of power. The practical 
consequences and theoretical implications will be 
discussed in a future pape 


The current pandemic situation only increases the 
production of available digital data. The exhibition 

in relation to this text was planned for Manifestax3 in 
Marseille, the Coming Community series of events 
eventually happened online. We were thinking together 
on forms of organization as artistic practice within, 
against and beyond capitalism. At the same time, we 
were producing more data to be crunched by the 
existing mode of production. And still communication 
must happen, and still artistic practice must dare 

to imagine new possible means of production, 
communication and distribution and contest the 
digital space to the current neoliberal mode of 
production. 


The text below was written in March 2020. It envisaged 
already the consequences of closing phy I spaces, 
and proposed alternative topolo: ital 


infrastructure. The text was released in April for the 
second Open Source stream by Station of Commons. 
The lineup is available at the end the text. Let’s not 
produce more digital data, the actual unedited text 
follov 


"Venice, more than any other place, bears witness 
to the existence, from the sixteenth century on, of a 
unitary code or common language of the city." 
Henri Lefebvre / The Production of Space 


While so many spaces happen to be temporary closed, 
we propose to reflect and act on both the conditions 
1d consequences in terms of openings of new spaces. 
The experience of closing a space does not compare. 
We know that any social space always implies a great 
diversity of knowledges and practices. Administration, 
producers, curators, active or inactive members have 
their words in this process of construction of "what" 
happens "when". A top-down or highly hierarchical 
setup group of people always gathers certain con: 
elements to produce more. These modalities oper 
legally just as the framework used by democratic 
means to define a social person; an a: ‘iation or 
company. " tion defines the 
space, as we cannot differentiate the functional 
structure from the artefacts produced within. We 
propose here to think the position of the on-looker/ 
ticipant in the space as the relation between peer 
within a non-centralized network topology in order to 
1g/opening subject matter. 


ential property of a network is the ability to 

grow or decrease while maintaining communication 
and production. Thus the origin of the name "Cloud’, 
data are always connected independently of the 
precise location or working status of a specific point in 
the network. The transmission speed, or bandwidth, 
of communication determines also the quality of 
operation. The procedures or protocols to follow ar 
implemented to form the digital infrastructure. In 

‘ase of digital network, protocols function above the 
hardware level and, below the software process. In 
other words, there is no actual need or direct purpos' 
to know TCP/IP while coding HTML on your computer 
in Helsinki for a no-border website which server is 
located in Germany. What inter us here happens 
to be what we can learn when a physical space run 
by living members is closing its doors, and yet must 


First, we have to understand that this closing process 
will take place within a very brief transition time. In 
the current situation, spaces must be closed on a legal 
stand point that was unforeseen-able beforehand. In 
case of a slale of emergency, as il is the case now in 
many countries, we witness police that enforces the 
closing while most people generously agree. At the very 
moment, artistic practice... . We are supposedly in a 
no choice situation. The point is that we are summed 
to close physical spaces collectively, and organize 
individually anywhere else. The geometry of powers 
that individualizes us, encourages individual initiatives 
— artists are silenced in public or subjectified as online 
entrepreneurs. In this moment of closing space, do we 
see a process of individualization transforming into a 
singular subjectivity? If we can address the objective 
conditions, what then happens once a multitude 

of active singularities finds form? And specifically, 
when this multitude still needs to communicate and 
produce? What if we know and will assemble within 
and under the ban to assemble? 


This operates as the concrete contradiction that 
will define the process to think how to produce new 
spaces. The condition to think what may be a new 
space, an actual social space, must resist in order 
to reappropiate means/forms of production and 
communication. If we agree that a space is defined 
by its production and means of communication, the 
digital space operates as any other. However, the 
digital space cannot be essentialized. And the purpose 
of this document is not to solve the issue. What is at 
stake here is somewhere else: 


We need to assess, distribute and install by ourselves 
the means of communication and production within 
anetwork always in the making. Most of the digital 
services on-line, available and for sale, are working 
using alt some point open source software coded in 
license free language. We do not deny the added value 
done by work force, we claim that we can only produce 
new spaces by both getting closer to technology and 
distancing from existing mega-structures. 


But how much of a space is the digital space? We need 
to navigate, meaning to use the wind safely for our 
own objective. Just like a paradigm shift for a parallel 
economic system does not bring direct solution, the 
digital space does not pretend more. The digital space 
has already its own "liberated enclaves", ready-made 
traps. We should not trap the future in projected plans. 
Do not make mistake here: what used to be the two 
most famous spaces of underground digital practice 
are the so-called dark web and the currency operating 
by blockchain. Both are being caught up by the market. 
The nowadays popular browser Thor allows anyone 

to reach the dark web easily and anonymously. The 
system of multiple server relay, including your own, 
guarantees a reasonably high level of privacy. Thor got 
famous for being used by most embassies in the world 
as a secure means of communication. The bitcoin 


currency is stored in your server wallet online. The 
point in this accounting method is that the wallet does 
not have a classic balance sheet with plus and minus 
as act of payment. The wallet amounts to the series 

of previous transactions. This information is then 
encrypted and deciphered, a data process known as 
mining. This process can take time, and is achieved 
with dedicated processors, or in farm of processors 
requiring lot of power. The encryption hides both side 
of the currency exchange. This is then not a surprise 
thal Facebook has its domain registered on Thor 

and that the blockchain algorithm appears as the 
promising golden market for major companies. As if 
being anonymous does not prevent from being part 
of the capitalist system. Maybe on the contrary, can 
we think that a generalization of anonymous private 
transaction would actually benefit those who want to 
keep their privilege and power? 


The new digital space we talk about operates with open 
and common resources by sharing its knowledge and 
practices. 


The digital space should not attempt to both neither 
define a center of any sort neither try to define for an 
extreme border that cannot be reached. The important 
point would be to maintain a dynamic of production 
and communication that relates to the actual need. Do 
we really need to store our emails in Google centers, 
which are cooled down in California by an entire river, 
when we exchange less than 100 emails per day? Do 

we really need all Facebook technology to video stream 
a friends birthday? and more importantly; would 
emancipation process would not already begin if we 
could achieve similar achievements by own our means? 


Following the launch of Station of Commons two weeks 
ago, we are now organizing this Friday evening. Still 
located in Helsinki based Nio space, this evening audio 
stream will gather four live acts disseminated over 
Europe; Viktor Toikanen from Helsinki, Konstantinos 
Chinis on Halldorophone from Athens, Agnés P 

from Madrid completed by a DJ set played by MYOS 
collective. The stream from the different countries 
together with the audio server operates solely on Open 
Source technology, distancing from FB, IG and others 
The opening of the live performance will coincide with 
the release of our text “Closing spa opening new 
ones” on Commoning practices in digital space. We 
hope you enjoy the evening by listening while reading, 
or the other way. 


19:00 Konstantinos Chinis on 
Halldorophone(GR) 

20:00 Viktor Toikkanen(FIN) 

21:00 Sacrifice Seul(FR) 

22:00 Agnes Pe(SP) 

23:00ish Tuuli/MYOS collective(FIN) 
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HOW TO RELATE IN A WORLD 
THAT ISOLATES US? 
A DIALOGUE BETWEEN SIMONA 
DVORAKOVA AND NORA 
STERNFELD ON EMPATHY, 
CAPITALIST ISOLATION AND 
ABOUT LEARNING SOMETHING 
THAT DOESN’T EXIST YET 


Si Can you tell us more about empathy? What 
| On does this mean to you, how do you see its 


place and / or function in art? 
Nor na Empathy seems to be highly appreciated in 

f actual discourses in contemporary art. It 
appears to be everywhere as a promising relationship 
between art and its viewers, between people and 
between humans and non-humans. 

Etymologically the concept seems to come from the 
ancient Greek word “pathos” — that meant passion 

but also suffering - and the prefix “em” Therefore 
“empatheia” could historically be translated as strong 
affection or passion, but in new Greek it has a rather 
derogative meaning: “malevolence, malice, hatred”. 
This is interesting because it shows a certain dead 

end if we follow the Greek path of the history of the 
term. This leads us to another history of the concept: 
In 1909 the English psychologist Edward B. Titchener 
(who studied in Leipzig before he taught at the Cornell 
University) coins the term as a translation of the 
German word “Einfiihlung”, which has been important 
in Germany in studies at the intersection of philosophy 
and psychology in the late 19th - early 20th century, 
namely in the writings of Theodor Lipps, who has 
been influential for Sigmund Freud. Lipps discusses 
“Einfiihlung” as aesth clic resonance: a self-projection 
in the object of art s is the context that Titchener 

is taking the term from in 1909 Lo start the success 
story of the concept of “empathy”. And this might also 
be the context in which the German philosopher and 
art critic Walter Benjamin is very skeptical towards the 
concept of “Einfiihlung”. For Benjamin “Einfiihlung” is 
always empathy with the ting power relations. In 
his theses on history he wri' 
“To historians who wish to relive an era, Fustel de 
Coulanges recommends that they blot out everything 
they know about the later course of history. There is 
no better way of characterizing the method with which 
historical materialism has broken. It is a process of 
empathy whose origin is the indolence of the heart, 
acedia, which despairs of grasping and holding the 
genuine historical image as it flares up briefly.” 


As a counterpart to what he considers the wrong 
empathetic relation he starts the thesis with a quote 
by Bertolt Brecht, who himself has written his theatre 
pla inst empathy, building his specific method of 
‘angement”. 


The new hype around empathy seems to have 
completely forgotten about Benjamin and Brecht, 
Farocki and Godard. Aesthetics of empathy from this 
perspective seem romanticizing and depoliticizing. 
Isn't “estrangement” what art can and should actually 
do - allow strange encounters, agitate even the most 
common situations, propose counter-perspectives to 
powerful conventions? 


Simond When you spoke about “estrangement”, I 
understand il as a way of reconnect us lo 
the world, by bringing our perception back to our 
experience. As, for example, in the “shock method” 
of Bertolt Brecht and Walter Benjamin that addresses 
the human mediation of external environment. In this 
, Jacques Ranciére speaks about the theater as a 
“living community that could stand before any kind of 
political form and institution”. For him, emancipation 
starts from the principle of equality, when looking 
means acting, where there is no more difference 
between them. 


Nora Ranciére is critical towards Brecht’s learning 
plays — I don’t agree with him. His emphasis 

is in an activation that emancipates spectators as 
spectators, while Brecht’s emphasis was a more 
radical one, in which theater wouldn't need spectators 
anymore, only a public that emerges from the 
collaborative practice. But yes, there is an element 
of activation in looking that seems very interesting 
to me. Harun Farocki has written about “Einfiihlung/ 
Empathy” and he writes that he learned from Brecht 
not to “s so romantically”. His films clearly work 
against “Einfiihlung” (empathy). But in the end of his 
short article, Farocki says that somehow, instead of 
leaving it completely behind, he proposes to redefine 
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empathy. In the German “Einfiihlung, he says 
there is something transgressive, estranging, a 
certain idea of penetration... It could be interesting 
to follow Farocki’s dialectics and to work out the 
estrangement effect in Ure ubiquitous empathy in 


art. 
Simona I can say that “strange encounters” 

were also significant part of The 
Coming Community. In fact, we based it on the 
experimentation of collectivity by encounters 
ina specific place and situation as, for example, 
Manifesta was for us. Finally, this wasn’t possible in 
reality because of the sanitary conditions. Following 
the example of our experience of distance and 
presence, as in Hamburg, what conclusions can we 
inake of collectivity and of Coming Community? 
WIf we work on the presumption that the condition 
y is the Time that we've spent together, 
ly in physical presence, how can we work 
together and thinking about communing within 
the reality of distance? Your question “How Do We 
Come Together in a World that Isolates Us?” was the 
starting point for our workshop in Hamburg. For 
me the collectivity of Coming Community is about 
project, vision and construction at the same time. 
As arelational artistic project dependent on its 


context and environment. 

NY r My question “How Do We Come Together 

d Or in a World that Isolates Us?” is more related 
to capitalist calls and subjectivations that make us 
actually also isolated and played out against each 


y question is actually how we can it 

in the commons in a world of privati 
how we can insist and persist in solidarity in a 
world of competition. 
When we were sitting together in Hamburg, we 
formulated it like this: 
How do we work together, build and understand 
conununily against, within and beyond capitalist 
structures? “ 
‘To me this was a good starting question for the 
project. A question that I propose to bring up, 
discuss and rediscuss in collaborative projects and 
in my seminars in order to try to imagine different 
institutions, different social relations and try to live 


them already now. 
Simona In the context of distance that I 
mentioned, I am thinking also about 
representation and community as the pr 
that Jacque Ranciére spoke about in “L 
émancipé” (2008): “community as self-presence 
opposed to the distance of the representation”. 
What do you think? 
Can you also speak more about the isolation 
that you described and this sort of residence of 
community in relation to capitalist structures? 


Nora My book “Das 

s radikaldemokratische Museum” 

[The Radical Democratic Museum] (2018) is actually 
based on research about representation. The 

more I work on this topic, the more I realize that 
not only Ranciére and certain social movements 
and activists want to overcome representation 

or seek presence rather than representation, but 
that capitalism is also doing that. So, I would say 
that all these economic infrastructures that work 
with algorithms are looking for mathematical 
formulas that no longer depend on representation. 
I'm therefore a little suspicious of the idea of 
presence as a democratic element. Let’s say total 
nee. In fact, I even think that in fascism there 
‘s of total presence. On the contrary, 

I would say that democracy is a negotiation of 
distance in representation. I agree with Chantal 
Mouffe who says that without representation, there 
is no democracy. In this sense I'm not sure about 
considering “community as presence”. It’s rather a 
negotiation of the fact that each community creates 
an exterior and that must be taken into account, 
that each representation is capable of representing 
but will also leave something aside and that this 

has to be negotiable. And here — with Ranciéres 
Mésentente - when the part without a part reclaims 
a part politics begin. 


There is a radical democratic dimension in art 

which is exactly about this negotiation of what 

is representable and what is not, of what is 

repre esented and what is not. We can think about 
rt since the beginning of the 2oth century as 

is negotiation of representability. Especi: 

conceptual art and institutional critique he 

worked on methodologies to make the opacity of 

representation negotiable. It’s important to think 

of a representation that knows something about 

its own opacity, that vibrates in ‘the fact that in any 

repr esentation there is an opacity and this opacity 

is actually the condition of possibility of democracy. 

Would it mean that art, as a kind of 


Simona “utopian” language, could offer the (only) 
possible democratic space through its possible 
negotiation? Could this space, receptive to its 

need for survival, anticipate the possible future? 
The moment of confidence is very important here. 
his confidence then contributes to the strength 
of collectivity and to investments that are no 
longer only personal. How do you see what I just 
described? How do you think about confidence and 
also shared space, both physical or mental? 

Nora Yes. Somehow, I think that there is a 

. real utopian potential in art. Oliver 
Marchart speaks about Pre-Enactinents, artistic 
prefigurations that might be exercises that become 
political in the future. But to imagine that art could 
be the only possible democratic space sounds scary 
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to me. | think that art can be a space of contestation, 
of negotiation and imagination — but only if it is in 
relation to existing social struggles outside of the art 
field. 


Sim Mm | Does this relationship with social struggle 
mean that art is supposed to be conditioned 
by a specific site in order to be able to respond to the 
ituation? Isn’tit the concept of Pre-Enactments 
ased on radical thinking of art acting in relation to the 
activism and public space? 


Nora Public is not something that already exists - 
public happens. This is a topic of an article of 
Oliver Marchart about curatorial function. He says that 
the public happens in conflict. Each space can be a 
public space, in case of conflict that What does 
it mean for a curatorial function in a public space? He 
says that the curatorial function is both possible and 
impossible, because of the paradox that you cannot 
create conflict. It is not political, if you have created it, 
itis not a political conflict. It must arise. The curatorial 
function is exactly that. You are responsible for the 
conflict that you cannot make. 
With Florian Malzacher, we will give a workshop in 
February in Brussels related to it by the question: How 
can we act when conflict really does arise? How can we 
be responsible that the question will be of which side 
we are on - the institution we call the police or the side 
of the activists we have invited? So how can we actually 
act? I think the role is to keep the potential of the 
role open. So how do we keep the position of conflict 
open? I cannot do this if I am not in solidarity with the 
existing struggles. Because existing struggles keep the 
potential for conflict open. It might even be in relation 
to a historical painting: how can that painting resonate 
in the current conflict? How can it become public? It 
might resonate when | don’t see my role in silencing 
the resonance. 


Ny] In this context, what does an exhibition 
mond actually mean and what is ils “reality-making” 
potential? Can we imagine an exhibition that avoid 
representation? Perhaps more thought is needed to 
change the audience's relationship to engagement 
«break alienation» advancing the notion of art as a 
public sphere and see the exhibition space as a space 
for assembling. 


Nora What could an exhibition be if it is not about 

d representation? And how can curating be 
understood as a way of being active, as a practice 
that enables processes of collaborative knowledge 
production with an unexpected outcome? We could 
think about educational, curatorial and artistic 
strategies as intervention, investigation, imagination 
and/or reflection. Rather than representing valuable 
objects and objective values they have entered a 
process of ‘negotiating with reality’ - they act in the 


space between representation and presence and 
challenge what can be seen, done and said. 

I understand the curatorial function as an organic 
intellectual practice - as a process of learning and 
unlearning, of an allernative and emancipatory 
production of knowledge that resists, supplements, 
thwarts, undercuts, or challenges powerful canons. 


Simond What do autonomy and independence mean 
in our context? Where does it start and where 
does it end? 


Nora I'm not sure. How autonomous and independent 
d are we in these precarious conditions? 


H So how we can learn something that doesn’t 
SIMONA Sree 


Nora On the one hand, this sounds like a paradox, 

’ but isn’t it actually what radical education is 

all about? Learning as a political and emancipatory 
practice has always been understood as a process 
towards another possibility: as a way to understand 

the social relations in order to change them. To 
understand them as they might only be understandable 
in another world. And maybe by doing so this one 
might change... 
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A MILLE MILLES DES 
CHEFS-D’G@UVRE 


Par Trapier Duporté 


La nature défilait a ravers la vitre. Tout était 
horizontal, sans relief, méme le volume des montagnes. 
Je m’abimais dans les paysages, dans la succession des 
vallées et des plaines, comme autant de phénoménes 
n’ayant pour raison que leur juxtaposition. J’avais les 
pensées vitreuses et de la buée dans les songes, installé 
sans confort dans une voiture sans chauffeur, sur le 
siége passager, Ala place du mort. A force de regarder 
dehors, je perdais la notion d’échelle et la sensation 

de mon corps. Le temps glissait sur moi comme sur 
quelque chose qu’on ignore et au loin, la campagne 
s’étendait partout, comme de l’herbe folle. Les villes 
avaient disparu. Le monde était en pature, grignoté 
par des animaux retournés a leur nature. J’avancais 
dans cette voiture électrique, programmeée avant les 
événements pour rouler de maniére automatique. 
Jentamais l’'ultime rotation autour de ma planéte, si 
belle maintenant que dépourvue de mes singes. Je 
conna s lorbite et jinspirais fort. pour sentir lair 
memplir. 


Petit singe 4 but lucratif, ce n’est pas toi qui meurt, 
cest un segment romantique. J’ai des souvenirs 
fantastiques, de tes existences toxiques. De la ot tu es 
mon philosophique, j‘entends tes peurs sémantiques, 
les angoisses acoustiques. Et je tle pardomne, car 

jai l’abeille pour tes voyelles et le cafard pour tes 
consonnes. 


Avant de prendre la route, j'avais été un homme, 
quelque chose d’orphelin, absurde comme un 

burger végélarien. C’élail avantle dégel, avantla 

fonte des glaces italiennes, avantles bains d’huile 

de tournesoleils, avant les parasols. Le jour de 
l'apocalypse, j'ai passé commande sur Ubereats, pour 
célébrer une derniére fois nos souveraines prédations. 
J’étais tranquillement installé devant les chaines 
automatiques a regarder des vidéos de boucles et des 
images du ciel. La fin du monde filmé au drone, c’était 
magnifique, J'ai survolé 'humanité en travelling. J’ai 
traversé la journée grammaticale, j'ai vu des phrases 
nominales. J’avais pour seul regret de n’avoir jamais 
gagné la vitrine du Juste Prix. Hormis cela, rien ne me 
manquait, tout était poétique. s dans lhabitacle, je 
parcourais le monde qui partait en relique. 


Assis dans ma voiture sans pédale, j'ai traversé 
Vhumain comme un événement banal. J’étais juste 

un observateur, un chercheur dans le sédiment des 
peurs. J’ai sondé ta pyramide. J’ai vu tes macaques dans 
les arbres et tes enfants dans les champs. Par-dessus 


les épis, de mal en pis, a chercher l'avenir, a réver le 
progres, a boire des verres de fruits murs, 4 défaut 
découter les conseils de la mére, a se jeter dans les 
murs. Le taux d’orgueil était trop élevé pour remonter 
aux branches. Je remontais le fil de ta cuite. Toi 
lespéce sur la pointe des pieds qui cherche a s’élever 
au-dessus des graminées. Tu as tordu des céréales 
pour faire des Chocapics, tu as mis des hublots aux 
vaches pour faire du Nesquick. Tu as plié le monde 
sans compter les heures. Tu as bu tard dans la nuit, tu 
as été un seigneur. 


Petit singe 4 but négatif, c’n’est pas toi qui meurt, c’est 
ton objectif. J'ai des réminiscences amusées de tes 
projets passés. J’entends tes anciennes comptines, 

les angoisses sur tes origines. Je Uexcuse, tes idées 
confuses. Je te pardonne certaines de tes ruses. 


Etjai vu le monde tout blanc, comme une galerie d'art. 
J'ai vu des villes toute vides, livides, avides, arides, 
splendides. Jen ai parcouru des frigidaires, j'ai méme 
essayé dy faire carriére. J’ai vu des hommes mettre a 
plat des pissotiéres et tenir des propos horizontaux. 
Urine dans le bénitier pour les dévots et les soupeurs, 
eau bénite dans l'urinoir pour les curateurs et les 
collectionneurs. J'ai vu les hommes vider les mots 

de leurs sens et conserver de la viande de maniére 
muséographique. J’en ai vu des tactiques. J’ai bu 

des verres de séve dans des vernissages, dépourvus 
dceuvres dart parce qu’inutiles, comme des zoos 

sans animaux. Harmonies imitatives. J'ai tiré des 
conclusions hatives. J'ai visilé des chambres froides. 
peuplées de traces que les singes ne daignaient laisser 
filer. J'ai vu des hommes sculpter des objets pour 
sonder le sens. Modeler le réel, pour le faire a leur 
fiction. Leurs mots étaient performatifs, les sujets 
étaient festifs. Messe pour un corps, boudin mort sur 
Yautel, destin paralléle au niveau des alléles. Sous les 
stéles les amanites, graine d’amaranthe. Les abeilles 
sont attirées par les pommes. R6ti de biche et drdle 
oiseau. Ils sont vétus de peau de béte et parlent en 
argot. Dans des galeries aux néons blafards, j'ai vu art 
en plein phare a contresens fardé de paillettes. Les 
ceuvres avaient le gout du fer, l'odeur de la terr 
couleur du sang comme des légumes racines. 
des couronnes d’épines, comme des couleuvre 
milles des chefs-d’ceuvres. 

Etj'ai plongé dans une féte qui ne voulait pas finir. 
Elle avait commencé sous le mur de Berlin, quand 
BFM ne connaissait pas le mot fin. Ventrée du 
hangar était gardée par un violoncelliste et la porte 
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était scellée. Dans les entrailles du sol les basses 
malaxaient le magma terrestre comme une sorte de 
massage cardiaque. Tant que tu danses, je ne meure 
etles hommes se relayaient pour garder la piste. Ils 
dormaient 4 reculons et ce corps enflé d’un souffle 
vague, vivait en se multipliant. Pour conserver la bonne 
marche des machines, les fétards sacrifiaient des 
enfants sur un hotel en ruine. C’était un éternel sabbat, 
out il était toujours samedi. Et dimanche ce serait 
demain, et demain ce serait fini. 


Jétais dans ma voiture d’élite 4 traverser les parts 
maudites. Les presque-singes étaient a point. J’étais 
savamment protégé par les cristaux liquides alors 
que tombait l’'astéroide. Les comeétes s’abattaient 

sur les greniers a grains et les tours des banques se 
vidaient de leur blé. Comme dans un film des années 
80, le chateau de cartes s’effondrait, l'apparition 


céleste séparait le destin de l'ivraic. Etles hommes 
livrés 4 eux-mémes s’en remettaient aux rituels 
vaudois. Des divinités agricoles apparaissaient du 

sol et pratiquaient des messes a rebours. Les nations 
appliquaient l’inversion liturgique et des femmes 
succubes volaient sur des onguents magiques. Le taux 
orgucil était trop élevé pour remonter aux arbres. 
Apres la disparition des hommes, il restera les champs 
de blé autoreproducteur, génétiquement modifié, la 
seule intelligence artificielle. Ils n’auront plus besoin 
de nous pour les répandre. Et nous comprendrons que 
nous étions domestiques depuis le paléolithique. 


Aprés la fin du monde, nous recevrons encore des 
mails automatiques, des tweets et des offr ‘tuites. 
C’est bien la preuve que notre disparition était fortuite. 
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ENTENDRE ROUCOULER 


LES PIGEONS 


Par Tadeo Kohan 


Si létre exemplaire est Vtre purement linguistique 

[1] G7), alors soit, nous serons linguistiques. Nous 
composerons une exposition de mots, de phrases, 
de morphemes qui défilent, sur le papier, dans le 
méandre des Internets et de téléphones transitoires. 
Nous produirons des dialogues visuels et des images 
sémantiques, remplis d'une joie a jamais irrésolue (13). 


Au creux de ma main, une canette vide, les bulles 
évaporées. J'aurais aimé écouter a leur bouche le 

son de la féte, composer une rave a mon oreille. 
Entendre un morceau de cette nuit qui s’étire jusqu’au 
soleil de bord de mer. Et j'aurais aimé regarder ces 
marionnettes de géant aux yeux ouverts, ces objets 
faconnés dans les parois d’un décor nomade. 


Aprés une année, le vent tiede semble déja loin. Loin 
les rues pleines du bruit d’une idée en mouvement. 
Marcher dans la ville avec S. S’arréter au hasard des 


rencontres, visiter les espaces vides ou pleins, élaborer. 


Faire la connaissance de G, puis de F a Paris, de R, V 

et Na Marseille. Parler avec G, souvent. avec N et B 

a Geneve, el C eLT. Découvrir M eV via mon écran. 
Notre communauté disséminée, temporaire et nomade 
formée petit a petit, ici etla : communauté inessentielle, 
... une solidarité qui ne concerne en aucun cas une 
essence (24). Nous avons tenté de composer a partir de 
la, de développer l’éphémeére d'un projet collectif et 
inessentiel : notre singularité commune (67). 


Les pieds sur le sol gris, j'aurais aimé m’approcher de 
ces tétes de bois. Sentir l’odeur du cochon sculpté dans 
la mémoire slovaque. Et j'aurais aimé toucher les pixels 
de cette peau, effleurer cette lumiére de pores et de 
poils. Voir ces murs vides recouverts de gesles roses el 
du gallop d’un battement de cceur. 


Aprés une année, tout était prét 4 bruisser dans cet 
espace ouvert. Construire, assembler, activer. Boire 
un verre, puis deux. Percer le béton, échafauder le 
plafond. Faire grimper sur les murs jusqu’a découvrir 
ce qui n’était pas prévisible. Faire communauté dans 
la matiére ductile d’un instant éphémere. Faire corps 
dans la surprise d’un projet qui ne cessait de venir et 
ne vint pas. Telles des lettres restées sans destinataire 

hh] Toutes les citation en italique sont tirée de Giorgio Agamben, 


La Communauté qui vient : Théorie de la singularité quelconque, 
éd. du Seuil, 1990 (pagination entre parentheses). 


DE VERRE 


(13). Mais les temps ont rendu visible une certaine 
impuissance. Etl’exposition n’a pas été. 

Elle n’a pas pris part a cette immense accumulation de 
spectacles (80). La grande messe de la Manifesta s’est 
faite sans nous. 


Dans l’odeur du béton, j’aurais aimé voir les plis de la 
peinture se tordre, s’empiler, s’entasser. Les spectres 
de couleur dormir sur le sol avant de se soulever au 
gré des corps et de doigts nombreux. Et j'aurais aimé 
découvrir le souvenir de lettres monumentales courir 
autour de moi, et les sculptures minuscules glisser 
dans ma poche en échange d’une identité de papier. 


Mais Giorgio Agamben le souligne, l'impuissance n'est 
pas une non-puissance, elle a un caractére potentiel 
(39). Et nous avons décidé d’étre ces étres quelconques, 
essentiels 4 cette « Communauté qui vient » : 
proprement quelconque est Vétre qui peut ne pas étre, qui 
peut sa propre impuissance (40). Soit. Pouvoir-ne-pas- 
étre (45-46). Réfléchir a notre singularité non vis-a-vis 
d'un projet initial et fantasmé, mais plutot déterminé 
uniquement a travers sa relation a une idée, c’est-a-dire 
dla totalité de ses possibilités (68). 

Etl’exposition devint le pseudonyme d’un projet 
déployé autrement. Ici sur les pages photocopiées, 
ailleurs par la parole partagée, visible ou invisible. 
Tentative ot parfois les mots permettent de parler 
plus loin, parfois se recroquevillent et isolent. Car ce 
qui entrave la communication c'est la communicabilité 
méme ; les homies sont séparés par ce qui les unit (84). 


Dans le souffle des gestes imperceptibles, jaurais aimé 
observer cette machine 4 pompe, a faire marcher un 
public par l’énergie de l'uranium. Un jeu de dupes 
dans l'espace hérissé de exposition. Et j‘aurais aimé 
entendre roucouler les pigeons de verre. Les voir nous 
regarder croquer dans ces piments translucides. Une 
voix s’échapper contre les parois de ciment, et monter 
contre les hauts pilastres. 

Un projet d’exposition qui venait. Un espace en attente. 
Un groupe centrifuge mais dispersé, aimanté sans 
jamais se toucher. Car lavoir-lieu, la communication 
des singularités dans Uattribut de Vétendue, ne les unit 
bas dans Vessence, mais les disperse dans Vexistence (24). 
Alors soit, dispersons-nous. 
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Dear Giorgio, 
We hope that this email finds you well. 


We got your contact from artist K who worked on 

the concept of the state of exception throughout her 
performances. 

Indeed, we have discussed with her a lot the question 
of the relation between contemporary art and 
philosophy. For example, how philosophy makes or 
becomes a part of contemporary art and could activate 
another kind of concepts acting in the space that we 
aim Lo inhabit as curators with artists - what we call in 
general an exhibition. 


In fact, we've been inspired a lot by the title of your 


book The Coming Community ana 
trying to figure out how we can apply it to our way 

of thinking about an exhibition. The term exhibition 

is less important Lo us and the most relevant seems 

to be assembling in our context. We wondered what 
this time-sharing space (as an exhibition is) means 
and how we can work together in art as in a kind of 
utopian space - a kind of "non-state" with more flexible 
boundaries than in other areas and the possible 


Warmest, 


potentiality of social change. So we took your coming 
community as an inspiration and a starting point on 
the exploration of the possible future of acting. 


Recently, we presented a project within the framework 
of the international biennial Manifesta 13 in Marseille, 
canceled a few weeks before the opening. Nevertheless, 
this has raised so many questions for us and we are 
still pretty far from understanding what a future 
"coming community" could be. You can find above a 
better description of the project in the case that you 
are interested in. 

We are writing to you today, because we will be more 
than happy if you would like to share your opinion or 
comments with us, and thus help us understand what 
we are really doing. We will be really delighted if you 
accept to have a discussion around this topic with us 
and/or would be willing to add a contribution to our 
small scaled publication. 


In the hope to read from you soon, and warmest wishes 
to this New Year! 


Gabrielle Boder, Simona Dvorakova, Tadeo Kohan 
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